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Otto  Schneid 

FIVE  PHASES  OF  'DECAY  OF  ART 

ts  it  enrichment  or  impoverishment,  rise  or  fall?  instead  of  the  usual  explan- 
ations that  compete  with  their  subjects  in  vagueness  and  arbitrariness,  the  following 
is  an  attempt  to  <#es**=a*&-«-t© -me^±y^m=^cosm^asja!^  by  tracing/the  way  of  art, 
particularly  of  minting,  from  its  times  of  full  creativeness  to  its  resent  state. 
Th^  brief  survey  m^m^develo^ment  as  a  whole,^its  drastically  visible  tendencies 
and  their  changes;  excludingjtrends  in-oppo«±t±tm  and  the  role  of  lonely  individuals. 

lha't  happened  on  the  broad  road  of  western  art  since  the  last  third  of  the  19th 
century/is  a  story  of  losses  that  are  not  easily  recognizable,  because  they  came  along 


with  partly  positive,  or  even  great,  achievements,  under  the  attractive  cover  of 
factors--©*  innovation,  destructive  agents  that  caused  a  tragic  exhausting  process 

to fc-c f * i v>jj  ~- — 

jia*43r+h^(absoltite  zero,  have  (long  enoug^  been  concealed^  The  first  rmfrhis  5eT±PS" 


to  combine  positive  features  with  an  extremely  negative  function  was  <W»e-  impressionism. 

  pegradat  ion  of  content  . 

Since  the  recognizable  beginnings  of  what  we  call  Ar touring, a.  ^00  centuries^  f 
the  materials,  the  forms  and  the  sense  of  those  complex  activities  changed  many  +imes 
and  manv  different  art  -worlds  existed  alwc.yo  simultaneously.  The  fact,  however,  that 
materials  were  used  to  crpate  forms  which  had  a-  sense,  was_.  throughout  all  the  changes,  jfi 
and  differences. the  lasting  and  defining  common  denominator,  "fie  sense  was  nrevailingly 
collective,  an  outcome  oty feelings,  beliefs  and  aspirations  of  small  or  large  grours. 
^he  more  thought  developed,  the  more  ^enetrated/Tts  various  reflections  jail  artistic  xk 


work,  "agic  attempts  to  control  reality  were  evident  motives  o£  the  naturalism  of  the 

diluvial  hunters  as  well  as  ©*£  the  symbolism  in  the  ornament  of  neolithic  peasants 

and  of  >>-rh  trends  iVijlater  civilizations.  The  most  admirable  creations  of  medieval 

art,  the  European  cathedrals,  were  results  of  long  group  efforts,  monuments  to  group 

.   

spj  rit,  other  pr-eat  cultures,  as  that  of  classic.  Greece,  medieval  china  and  Italy  since 
the  ihth  century,  produced  hifhl>^  individual  creative  powers,  arts  directed  to  a  lar^e  i 
extent  by  personalities,  thfir  experiences  and  their  ideals.  Tn  all  those  ages  all 
ideas  and  feelings  that  united  men  and  separated  them,  the  things  for  which  they 
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lived  and  <"iied,  were  the  content  of  art,  always  in  the  same  role  as  the  starting 
^oint  and  the  end,  the  fundament  and  the  crest. 


^hen  the  French  masters  of  pllin  air  rainting  with  the  broad  brush,  the  conquer- 
ors of  a  never  known  pictorial  freedom, pro claimed  indifference  to  the  subject, 
canceling,  or  reducing,  of  Content  started.       was,  however,  not  the  u»e4  necessary 
consequence  of  the  tremendous  achievements  of  that  great  school,  its  practice,  .a-fe- 
any  case,  was  remarkably  incongruent  with  its  theory^ ^heorists  emphasized  the 
insignificance  of  the  Subject  and  meant  first  of  all^thatfatf  content,  the  constituent 
■that  makes  art  an  outcome  of  human  experience  and  arouses  human  experience  in  the 
onlooker,  yet  vanet,  penoir,  Degas  and  all  those  whom  evervbody,  without  ^^ff  exce*^  ion, 
considers  the  most  characteristic  representatives  of  i>£  ^impressionism,  nevertheless 
T>racticallv  maintained  content  and  made  it  not  less  attractive  and  convincing  than 
previous  schools  did.  *'onet,  on  the  other  hand,  heads  a  minority  of  those  who  reduced 
Content  and^any  meanin^ac^ordingly^to  the  theory.  Therefore  authors  who  want  to  point 


out  naintings  f44— -hr  define  impressionism,  hsrre  so  often^a  hard  time  W  findA  enough 
specimens  satisfactorily  indifferent  to  the  theme. 


That  ! heory  itself,  however,  won  much  influence  on  later  impressionists  both  in 
France  and  abroad;  and  the  followi-wg  ^cole  de  paris  that,  to  a  high  degree  adopted 


peinture  picturale  as  a  program,  based  itself  on  that  vacuum  in  ^re'tjmriressionism. 
abolishing  of  content  as  a  principle  a-clyd  laler  far  wurtH  uf'ui lively  than  it  did  in 


the  works  of  its  initiators. 


while  the  mo-eratelv  1  imitating  effect  of  Impressionism  a-ffected  mainly,  the 
content,  we  shall  see  that  it  was  later  the  very  subject  in  its  elementary  sense 
that  had  to  be  annulled. 

nestruction  of  Form 


The  definite  merits  of  impressionism,  overcoming  stiffness  of  the  contour 
and  proceeding  from  merely  colored  drawing  to  genuinely  coloristic  perception,  and 
especially  to  establishing  light  and  color  as  a  unit,  did  in  themselves  not  touch  the 
ri"h*s-of  forrn^    <U though  weak  drawers,^  as  Cezanne,  found  i.n  the  one-sided  emphasis  on 
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liriit  and  color  a  shelter,  or  used  it  as  a  |oouflage.  ^e  great  abroach  of  Degas 

to  mass  and  snace,  and,  in  snite  of  the  form-dissolving  point illis tic  method,  also 

that  of  seurat,  link  the  impressionistic  camp  with  the  demoniacally  intensified 

forming  power  in  the  works  of  Van  Gogh,  with  the  elementary  form  feeling  of  Gauguin, 

,  .  — ■  

with  its  dynamics  experienced  by  Munch,  with  44s  vigorous  r^^Hrhmrzatlon'-^  Fodler. 

njuxtV— <v  — ^ 
But  immediately  af ter^ the^summits  of  form,^whole~(§  generation  proclaimed  loudly  its 

■  .  .   .   .'A    -  .  .  a   •  _j     'j.  v  H.1  „T  „ /»»■.■.  -W      mliA-imcoTdr    anri  norma 


destruction, called  Reformation ^and  carried  it  Ruthlessly (oujJ.  Tfee-Russian  and  German 
expressionism,  French  cubism  and  the  Italian  Futurism,  were  the  executors. 

in  these  movements,  too,  the  destructive  factors  are  entangled  with  Constructive 
ones,  wttfaeffb  a  logical  neces^±ty-tmt" would  "make  those  an  unavoidable  conseeuence 

>|4*w  0£A.m-  pU* 

of-tkese.^he  powerful  expressiveness  of  the  Twiddle  Ages,  shows  clearly  enough  tfi 

that  the  20th  century  could  likewise  have  given  to  its  deep  emotions  the  strongest  and 

most  personal  expressions  without  destroying  the  elements  of  objectivism  in  &fat  -e«r 

perception  of  reality.  Fven  the  analytical  penetration  into  form,  as  undertaken  by 

early  C^ism,  could  have  been  accomplished  without  capriciously  cutting  the  image  into 

nieces.  Futurism,  too,  had  not  inevitably  to  throw  away  anatomy  and  perspective  in 

an  idea 

order  to  visualize  its  i^ea  of  relativity  of  time,  oiy^Wift-fe  of  time  permeating  the 
pictorial  space. 

The  lopical  su.perfluousness  of  destructive  consenuences  applies  also  to  many 
other  trends  that  since  the  eve  of  world  war  I  were  established  more  or  less 
artificially.  Their  careers  used  to  start  with  loud  manifestoes  and  unconvincing  extra* 
vagancies  that^gave  ^fasy  way  to  still  ±  less  logical  i^&kmngs  whose  common  feature 
was  the  lack  of  substitutes  for  the  destroyed  form. 


Ruining  the  subject 

rr-he  'rends  that  have  to  be  credited  with  the  destruction  of  form,  maintained  amv- 
■aajfc  a  message,  a  meaning,  connected  with  reality  directly  or  by  symbols  hinting  to  it. 
while  an  authority  like  jean  Pu buffet  declared  that  -ainting  can  be  done  by  anyone, 
without  any  preparation  or  special  education  and  without  talent,  the  voluntary  or 


\mvoluntary  realizers  of  this  pro  gramj|  had  (nonetheless  j  ideas,  or  beliefs,  many  of 
them  belonged  to  parties  and  considered  often,  their  use  of  art  materials  along  with 
elements  of  the  destroyed  form  as  manifestoes,  although  nobody  understood  their 
language.  Thus  many  commentators  made  a  living       the  tta»al-  uninte legibility,  by 


interpretations  sometimes  surpassing  the  obscurity  of  the  works  t&=he  explained. 

Tret,at  the  stage  when  the  subject  cosisted  of  arbitrary  signs,  pointing  to 
eJLjtyi  ■ 


a  forgy  sense  .aftdsuspeci 


as  unintelligible  to  their  inventor,  the  subject  as 


a  principle  was  not  yet  abolished,  only  application  of  materials  done  without  any 
ambition  of  meaning  anything  or  being  a  communication  of  any  kind^.  canceled  the 
Subject  finally,  <^n  activity  ^estitute^T  oT>  i4-  wao_"fifapn  j?onseguent  j*ng»  f^rto.  cOie<fr 

J2aj**$A    &±t~  H*    iut   —  — — —  ;  -77  — — —  ~- —  r?    tr  —  ■•"-A<rP 

-renounce-  also -  pl^nt.  r»f  .^±4.11    mnint.r-innri.nYfprinr  nf  art,    j,e,    t.hp  tjtlfi-^ 

~   "  "  O  ~~  —  ~  -zx*^cL& 

Mow  the  trouble  w&-h  inventing  a  distinctive  name  could  -&km  be  dropped .  so  any 

commitment  to  a  definable  sense  became  *dmm  «pnecessary.  ^he  imagination  of  the 

m 

viewer  was  now  quite  independently  in  charge  of  all  its  own  ex^la^ory  associational 
plays.  The  "untitled"  is  a  transparent  symptom  of  this  phase  of  development. 

Analogously  also, materials  used  without  the  guidance  of  an  intelligence, 
$pnly  -by  crravitational  and  other  Physical  factors,  made  human  hands  superfluous. 





They  could  be,  and  were,  replaced  by  tires  rolling  over  canvas  and  many  similar 


 _ 


effects ( of  mechanical  arbitrariness. 

As  sources  of,  or  intermediate  factors  on  the  way  to,  creative  activities, 
animals  are,  of  course,  not  inferior,  but  superior  to  machines  and  the  like.  v'hat 
the  monkey-artist  does,  however,  has^rith  any  similar  human  activity^oj  more  to  do) 
than  the  voices  of  a  parrot  wi.th  any  of  our  languages,  and  mavbe  less,  "por  the 
parrot  repeats  a  form  without  comprehending  its  sense j  ^jjhile  the  monkey  imitates 
formlessness  which  was  in  itself  senseless  and  therefore  level  with  any  other  sense- 
less behavior. 

Art  dealers  and  writers  acquainted  with  mreud  us      o  ascribe  abstract  art 
in  its  newest  rhase  to  the  Subconscious,  which  is  not  absolutely  false.  Moreover, 
in  a  non-commercial  world,  it  could  be  taken  seriously  and  checked  by  scientific 


ex-riments.  vet  the  monkey,  whose  folks  never  expressed  theses  fainting, 
would  ^even*ii2h*  hesj^fi '  no  "utter  his  own  psychology,  but  mimic^attitudes  of 
■fat  humans  who^if  it  wire,  ex-ress  their;*'  *— — ^r^- 

There  is  a  man  said  to  copy  the  paintings  of  the  monkey.  This  cheap  joke 
is  the  other  side  of  an  artistic  and  moral  reality. 

^he  ^nd  of  Faking 

7 

D/  f1vrr  rtfi^  ^gwever,  the  lowest  Point  of  humiliation  wasj  not  yc 
reached".  For  Tnas^ch  as  the  homo  sapiens  as  a  painter  and  sculptor  was  concerned, 
he  was  so  far  not  at  all  inactive,  ill  a*  theee  -eonle  called  artists,  fror^the 
representatives  of  slight  distortion  their  radical  followers  who  use  e^W 


ret 


ive  and  other  physical  processes  to  let  materials    reduce  effects,  did  anything, 

acted,  at  least  tartly. 

vet  the  success  of  reduced  actions  performed  in  the  -receding  phase 
seems  to  have  encouraged  additional  saving  of  labor.  Fetal  junk  welded  together 
to  feign  a  sculptural  objecijeame  (^g^l^^^^herever  surprises  or  shocks 
are  a  wanted  merchandise. Thus  all (own  activity  could  conseouently  be  renounced. 
Arrangements  of  existing  things,  including  the  most  trivial  industrial  products, 
would  also  do  to  evoke  associations  in  the  mind  of  the  onlooker,  why  should  he  not 
imagine  anything  when  seeing  forks  and  knives  in  a  box,  or  why  should  he  not  believ 
that  the  person  who  arranred  it  was  led  by  an  idea  ? 


nothing 


Bevond  the  arrangement  that  is  a%  any  case  a  combination  of  existing 

objects  and.  9&?h&»  different  from  other  possible  combinations,  there  is  something 

else,  jn  a  well- known  museum,  you  can  see  <m  a  stand^one  of  the  cubic  bodies 

Pressed  by  machines  from  the  .junk  of  cars  just  for  its  metal  value  and  sold  by 

r 

weight.  A  never  ending  rain  of  colored  lacquer  dust  from  the  cuelly  treated 
metal  sheets  keeps  the  cleaning  staff  busy. 

Now,  finally,  all jo^  activity  is  abolished.    The  person  to  whom  the 


never  made  it.  Nor  did  he  design  it.  He  had 


even  not,vto  let  materials  play,  rje  also  arranged  nothing,  besides  his  arrangements 
for  transportation  from  the  junkyard  into  the  museum.  At  last,  there  was  no  trouble 
with  the  choice  of  the  particular  object,  because  the  differences  between  these 
blocks  of  pressed  material  are  smaller  than  those  between  the  eggs  of  one  hen. 
So  the  other  role  of  a«y  creation  seems  to  be  reached. 

post-heroism 

Compared  with  the  naked  nothing,  even  in  Pop  and  the  like, some  ouasi-agility 
is  anew  recognizable!  ^evond  that  deepest  point  of  falling,  virtual!^  but  ultimate 

v   A 

silence  seems  to  be  left.  So  what  is  it  that  dies  or  died?  ]\to,  it  was  not  the  Art  as 


major  ^art  of  it,  yet^ineludes  practically  west  of  the  forces  that  hold  the  key 
position  of  western  artistic  life.  An  opposition,  however,  was  always*  alive,  in 
our  veneration,  it  was  strangely  quiet.  Tt  seemed  to  avoid  any  challenge  or  showdown 
with  the  mighty  aggressor  or  oppressor.  Even  the  very  terminology  in  general  use 
roused  no  resistance.  All  the  trends  whose  development  reached  nihilism,  or  nihil, 
are  still  called  modern.  "re  have  to  recall  that  attempts  were  made  to  name  our 
century  after  dominating  nolitical  ideas,  until  their  bankruptcies  and  defeats 
proved  the  existence  of  counter-lowers  that  for  some  time  had  been  invisible,  in 
art,  too,  no  t-rend  can  ever  claim  to  be  the  exclusive  representative  of  a  time. 
mhe  evaluation  of  its  role  was  alwavs  the  privilege  of  much  later  posterity. 

^he  theoretical  end  of  the  art  that  calls  itself  modern,  will  undoubtedly 
be  followed  by  many  variations,  regressions  and  additional  novelties,  yet  the  other 


art,  which  was  little  affected  by  that  shrinking  process,  if</>444-$4  enormous  reserves 
of  substance  that  start  anew"  to  indicate  their  existence. 
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Otto  ^efineid 

FIVE  PHASES  OF  mCAY  OF  ART 

js  it  enrichment  or  impoverishment,  rise  or  fall?  instead  of  the 
usual  explanations  that  compete  with  their  subjects  in  vagueness  and 
arbitrariness,  the  following  is  an  attempt  to  clarify  things  by  tracing 
the  way  of  art,  particularly  of  painting,  from  its  times  of  full  crea- 
tiveness  to  its  present  state.  The  theme  of  this  brief  survey  is  devel- 
opment as  a  whole,  with  its  drastically  visible  tendencies  and  their 
changes;  excluding  opposing  trends  and  lonely  individuals. 

What  happened  on  the  broad  road  of  western  art  since  the  last  third 
of  the  19th  century  is  a  story  of  losses  that  are  not  easily  recognizable, 
because  they  accompanied  partly  positive,  or  even  great,  achievements. 
Tinder  the  attractive  cover  of  innovation,  destructive  agents  that  caused 
a  tragic  exhausting  process  to  the  point  of  absolute  zero,  have  been  con- 
cealed long  enough.  The  first  of  the  trends  to  combine  positive  features 
with  an  extremely  negative  function  was  impressionism. 

pecradation  of  content 

Since  the  recognizable  beginnings  of  what  we  call  Art,  for  over  ,r'0 
centuries,  the  materials,  the  forms  and  the  sense  of  those  complex  activities 
changed  many  times  and  many  different  art  worlds  existed  simultaneously. 
The  fact,  however,  that  materials  were  used  to  create  forms  which  made 
sense,  was,  throughout  all  the  changes  and  differences,  the  lasting  and 
defining  common  denominator.  The  sense  was  prevailingly  collective,  an 
outcome  of  the  feelings,  beliefs  and  aspirations  of  small  or  large  groups. 
The  more  thought  developed,  the  more  its  various  reflections  penetrated 
all  artistic  work.  ]$agie  attempts  to  control  reality  were  evident  motives 
in  the  naturalism  of  the  diluvial  hunters  as  well  as  in  the  symbolism  of 
the  ornament  created  by  neolithic  peasants  and  in  related  trends  of 


later  civilizations,  The  most  admirable  creations  of  medieval  art, the 
Kuroi-ean  cathedrals,  were  results  of  long  group  efforts,  monuments  to 
proup  spirit,  other  great  cultures,  such  as  that  of  classic  Greece, 
medieval  china  and  Italy  since  the  lUth  century,  produced  highly 
individual  creative  powers,  arts  directed  to  a  large  extent  by  per- 
sonalities, their  experiences  and  their  ideals,  jn  all  those  ages  all 
ideas  and  feelings  that  united  men  and  separated  them,  the  things  for 
which  they  lived  and  died,  were  the  content  of  art,  always  in  the  same 
role  as  the  starting  ^oinijandjthe  end,  the  fundament  and  the  crest. 

when  the  French  masters  of  plein  air  painting  with  the  broad  brush, 
the  conquerors  of  a  never  known  pictorial  freedom,  proclaimed  indiffer- 
ence to  the  subject,  canceling,  or  reducing,  of  content  started.  This  prats, 
however,  not  the  most  necessary  consequence  of  the  tremendous  achievements 
of  that  rreat  school,  jts  practice,  in  any  case,  was  remarkably  incongruent 
with  its  theory.  Theorists  emphasized  the  insignificance  of  the  subject 
and  meant  by  that  first  of  all  content,  the  constituent  that  makes  art  an 
outcome  of  human  experience  and  arouses  human  experience  in  the  onlooker, 
yet  Manet,  Renoir,  Degas  and  all  those  whom  everybody,  without  exception, 
considers  the  most  characteristic  representatives  of  impressionism,  never- 
theless practically  maintained  content  and  made  it  not  less  attractive 
and  convincing  than  previous  schools  did.  $oiiet,  on  the  other  hand,  heads 
a  minority  of  those  who  reduced  content  and  any  meaning  accordingly  to  the 
theory.  Therefore  authors  who  want  to  point  out  paintings  that  aptly  define 
impressionism,  so  often  have  a  hard  time  finding  enough  specimens  satis- 
factorily indifferent  to  the  theme. 

That  theory  itself,  however,  won  much  influence  on  later  impressionists, 
both  in  France  and  abroad;  and  the  subsequent  Ecole  de  paris  that  to  a  high 
degree  adopted  peinture  picturale  as  a  program,  based  itself  on  that  vacuum 


in  impressionism.  Abolishing  content  as  a  principle  had  more  far-reaching 
effects  later  than  it  did  in  the  works  of  its  initiators. 

-hile  the  moderately  limiting  consequences  of  impressionism  affected 
mainly  the  content,  we  shall  see  that  it  was  later  the  very  subject  in  its 
elementary  sense  that  had  to  be  annulled. 

Destruction  of  porm 

^he  definite  merits  of  impressionism,  overcoming  stiffness  of  contour 
and  proceeding  from  merely  colored  drawing  to  genuinely  coloristic  per- 
ception, and  especially  establishing  light  and  color  as  one  unit,  did  in 
themselves  not  touch  the  rights  ofyporm;  although  weak  drawers,  such  as 
Cezanne,  found  in  the  one-sided  emphasis  on  light  and  color  a  shelter, 
or  used  it  as  a  camouflage.  The  great  approach  of  Degas  to  mass  and  space, 
and,  in  spite  of  the  form-dissolving  poisntillistic  method,  also  that 
of  seurat,  link  the  impressionistic  camp  with  the  demoniacally  intensified 
forming  power  in  the  works  of  Van  Gogh,  with  the  elementary  form  feeling 
of  nauguin,  with  its  dynamics  experienced  by  nmch,  with  its  vigorous 
rhy  thmization  by  flodler.  M*  immediately  after  reaching  the  climax  of  t 
form,  a  whole  generation  proclaimed  loudly  destruction  of  form  called 
deformation,  and  carried  it  out  ruthlessly.  Russian  and  German  Expressionism, 
prench  cubism  and  Ttalian  Futurism,  were  the  executors. 

m  these  movements,  too,  with  the  constructive  factors  destructive  ones 
are  entangled  without  a  logical  necessity.  The  powerful  expressiveness 
of  the  middle  *ges,  for  example,  shows  clearly  enough  that  the  20th  century 
could  likewise  have  given  to  its  deepest  emotions  strong  and  most  personal 
expressions  without  destroying  the  elements  of  objectivism  in.  our  per- 
ception of  reality,  pven  the  analytical  penetration  into  form,  as  under- 
taken by  early  cubism,  could  have  been  accomplished  without  capriciously 
cutting  the  image  into  Pieces.  Futurism,  too,  bad  not  inevitably  to  throw 
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away  anatomy  and  Perspective  in  order  to  visualize  its  idea  of  relativity 
of  time,  or  an  idea  of  time  permeating  the  pictorial  space. 

The  logical  superfluousness  of  destructive  consequences  applies  also 
to  many  other  trends  that  since  the  eve  of  World  War  I  were  established  more 
or  less  artificially.  Their  careers  used  to  start  with  loud  manifestoes 
and  unconvincing  extravagancies  that  fast  gave  way  to  still  less  logical 
consequences  whose  common  feature  was  the  lack  of  substitutes  for  the 
destroyed  form. 

Ruining  the  Subject 

^he  trends  that  have  to  be  credited  with  the  destruction  of  form, 
maintained  anyway  a  message,  a  meaning,  connected  with  reality  directly 
or  by  symbols  hinting  to  it.  while  an  authority  like  jean  nu buffet 
declared  that  painting  can  be  done  by  anyone,  without  any  preparation 
or  special  education  and  without  talent,  the  voluntary  or  unvoluntary  rssa 
realizers  of  this  program  yet  had  ideas,  or  beliefs,  many  of  them  belonged 
to  parties  and  often  considered  their  use  of  art  materials  along  with 
elements  of  the  destroyed  form  as  manifestoes,  although  nobody  understood 
their  language.  mhus  many  commentators  made  a  living  of  the  usual 
unintelligibility,  by  interpretations  sometimes  surpassing  the  obscurity 
of  the  works  explained. 

'ret  even  at  the  stage  when  the  subject  consisted  of  arbitrary  signs 
which  pointed  to  a  foggy  sense,  often  inintelligible  enough  to  their 
inventor,  too,  the  subject  as  a  principle  was  not  yet  abolished. 
only  application  of  materials  done  without  any  ambition  of  meaning  anything  or 
being  a  communication  of  any  kind  canceled  the  subject  finally.  &n  activity 
destitute  of  a  subject  was  often  consequent  enough  to  drop  also  one 
element  of  the  still  maintained  appearance  of  art,  i.e.  the  title. 
Now  the  trouble  of  inventing  a  distinctive  name  could  be  avoided,  so 
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any  commitment  to  a  definable  sense  became  unnecessary.  The  imagination 
was  now  quite  independently  in  charge  of  all  its  own  expiatory  associa- 
tional  plays.  The  "untitled"  is  a  transparent  symptom  of  this  phase 
of  development . 

Analogously  also  materials  used  -without  the  guidance  of  an  intelligence, 
only  by  gravitational  and  other  Physical  factors,  made  human  hands  super- 
fluous. They  could  be,  and  were,  replaced  by  tires  rolling  over  canvas 
and  many  similar  effects  of  mechanical  arbitrariness. 

A.s  sources  of,  or  intermediate  factors  on  the  way  to,  creative 
activities,  animals  are,  of  course,  not  inferior,  but  superior  to 
machines  and  the  like,  tfhat  the  monkey-artist  does,  however,  has  no 
more  to  do  with  any  similar  human  activity  than  the  voices  of  a  parrot  with  any 
of  our  languages,  And  maybe  less,  por  the  parrot  repeats  a  form  without 
comprehending  its  sense;  while  the  monkey  imitates  formlessness 
which  was  in  itself  senseless  and  therefore  level  with  any  other 
senseless  behavior. 

Art  dealers  and  writers  acouainted  with  preud  use  to  ascribe 
abstract  art  in  its  newest  phase  to  the  Subconscious,  which  is  not 
absolutely  false,  Moreover,  in  a  non-commercial  world,  it  could  be 
taven  seriously  and  checked  by  scientific  experiments,  yet  the  monkey, 
T^hose  folks  never  expressed  themselves  by  rainting,  would,  even  at  his  best, 
not  utter  his  own  psychology,  but  would  mimic  the  attitudes  of  humans 
who  are  said  to  exnress  theirs. 

mhere  is  a  man  suspected  iofjg  copying  the  raintinps  of  the  monkey. 
This  cheap  ioke  is  the  other  side  of  an  artistic  and  moral  reality. 

^he  End  of  Making 

By  these  steps,  however,  the  lowest  point  of  humiliation  was 
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not  yet  reached,  por  inasmuch  the  homo  sapiens  as  painter  and  sculptor 
■was  concerned,  he  was  so  far  not  at  all  inactive.  All  the  people 
called  artists,  from  the  representatives  of  slight  distortion  to 
their  radical  followers  who  use  explosive  and  other  physical  processes 
to  let  materials  produce  effects,  did  something,  acted,  at  least  partly. 

Yet  the  success  of  reduced  actions  performed  in  the  preceding  phase 
seems  to  have  encouraged  additional  saving  of  labor.  Metal  junk  welded 
together  to  feign  a  sculptural  object  came  into  vogue  long  ago, 
wherever  surprises  or  shocks  are  a  wanted  merchandise.  Thus  all  personal 
activity  could  consequently  be  renounced.  Arrangements  of  existing  things, 
including  the  most  trivial  industrial  products,  would  also  do  to  evoke 
associations  in  the  mind  of  the  onlooker,  "why  should  he  not  imagine 
anything  when  seeing  forks  and  knives  in  a  box,  or  why  should  he  not 
believe  that  the  person  who  arranged  it  was  led  by  an  idea  ? 

Nothing 

Beyond  the  arrangement  that  is  in  any  case  a  combination  of 
existing  objects  and  different  from  other  possible  combinations, 
there  is  something  else.  In  a  well-known  museum,  you  can  see  a  stand 
bearing  one  of  the  cubic  bodies  pressed  by  machines  from  the  junk  of 
cars  just  for  its  metal  value  and  sold  by  weight,  a  never  ending 
rain  of  colored  lacquer  dust  from  the  cruelly  treated  metal  sheets 
keeps  the  cleaning  staff  busy. 

Now,  finally,  all  personal  activity  is  abolished.  The  person 
to  whom  the  object  is  attributed,  so  to  speak,  never  made  it. 
Nor  did  he  design  it.  He  did  not  even  need  to  let  materials  play. 
He  also  arranged  nothing,  except  for  his  arrangements  for  trans- 
portation from  the  junkyard  into  the  museum.  At  last,  there  was 


no  trouble  with  the  choice  of  the  particular  object,  because  the 
differences  between  these  blocks  of  pressed  material  are  smaller 
than  those  between  the  eggs  of  one  hen. 

So  the  other  pole  of  creation  seems  to  be  reached, 

post-zeroism 

Compared  with  the  naked  Nothing,  some  quasi-agility  is  recognizable 
anew,  even  in  pop  and  the  like.  Beyond  that  deepest  point  of  falling, 
virtually  but  ultimate  silence  seems  to  be  left.  So  what  is  it  that 
dies  or  died?    no,  it  was  not  Art  as  an  entity  or  as  a  principle  that 
was  affected  by  the  process  traced  here.  It  was  but  a  major  part  of  it, 
yet  this  part  includes  practically  most  of  the  forces  that  hold  the 
key  positions  of  western  artistic  life.  An  opposition,  however,  has 
always  been  alive,  m  our  generation,  it  was  strangely  quiet.  It  seemed 
to  avoid  any  challenge  or  showdown  with  the  mighty  aggressor  or  oppressor. 
Even  the  very  terminology  in  general  use  roused  no  resistance.  All  the  trends 
whose  development  reached  nihilism,  or  nihil,  are  still  called  modern,  we 
have  to  recall  that  attempts  were  made  to  name  our  century  after  dominating 
political  ideas,  until  their  bankruptcies  and  defeats  proved  the  existence  of 
counter-powers  that  for  some  time  had  been  invisible,  in  art,  too,  no  trend  can 
claim  to  be  the  exclusive  representative  of  a  time.  The  evaluation  of  its  role 
was  always  the  privilege  of  much  later  posterity. 

The  theoretical  end  of  the  art  that  calls  itself  modern,  will  undoubtedly 
be  followed  by  many  variations,  regressions  and  additional  quasi-novelties . 
Yet  the  other  art,  which  was  little  affected  by  all  that  shrinking  process, 
possesses  enormous  reserves  of  substance  that  start  again  to  indicate 
their  existence. 


Otto  ^chneid 

VTVE  FHLSE3  OF  ^ECAY  OF  ART 

TS  it  enrichment  or  impoverishment,  rise  or  fall?  instead  of  the 
usual  explanations  that  compete  with  their  subjects  in  vagueness  and 
arbitrariness,  the  following  is  an  attempt  to  clarify  things  by  tracing 
the  way  of  art,  particularly  of  painting,  from  its  times  of  full  crea- 
tiveness  to  its  present  state.  The  theme  of  this  brief  survey  is  devel- 
opment as  a  whole,  with  its  drastically  visible  tendencies  and  their 
changes;  excluding  opposing  trends  and  lonely  individuals, 

1  fhat  haprened  on  the  broad  road  of  western  art  since  the  last  third 
of  the  19th  century  is  a  story  of  losses  that  are  not  easily  recognizable, 
because  they  accompanied  rartly  positive,  or  even  great,  achievements, 
under  the  attractive  cover  of  innovation,  destructive  agents  that  caused 
a  tragic  exhausting  process  to  the  point  of  absolute  zero,  have  been  con- 
cealed long  enough.  The  first  of  the  trends  to  combine  positive  features 
with  an  extremely  negative  function  was  impressionism. 

T)epradation  of  content 

qince  the  recognizable  beginnings  of  what  we  call  Art,  for  over  3°0 
centuries,  the  materials,  the  forms  and  the  sense  of  those  complex  activities 
changed  many  times  and  many  different  art  worlds  existed  simultaneously. 
The  fact,  however,  that  materials  were  used  to  create  forms  which  made 
sense,  was,  throughout  all  the  changes  and  differences,  the  lasting  and 
defining  common  denominator.  The  sense  was  prevailingly  collective,  an 
outcome  of  the  feelings,  beliefs  and  aspirations  of  small  or  large  groups. 
The  more  thought  developed,  the  more  its  various  reflections  penetrated 
all  artistic  work,  '"agio  attempts  to  control  reality  were  evident  motives 
in  the  naturalism  of  the  diluvial  hunters  as  well  as  in  the  symbolism  of 
the  ornament  created  by  neolithic  feasants  and  in  -elated  trends  of 
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later  civilizations.  The  most  admirable  creations  of  medieval  art, the 
Eurorean  cathedrals,  were  results  of  long  group  efforts,  monuments  to 
pr oup  spirit,  other  great  cultures,  such  as  that  of  classic  Greece, 
medieval  china  and  Ttaly  since  the  lUth  century,  produced  highly 
individual  creative  powers,  arts  directed  to  a  large  extent  by  per- 
sonalities, their  experiences  and  their  ideals,  m  all  those  apes  all 
ideas  and  feelings  that  united  men  and  separated  them,  the  things  for 
which  they  lived  and  died,  were  the  content  of  art,  always  in  the  same 
role  as  the  starting  ^ointand-fche  end,  the  fundament  and  the  crest. 

•hen  the  French  masters  of  plein  air  painting  with  the  broad  brush, 
the  conquerors  of  a  never  known  pictorial  freedom,  proclaimed  indiffer- 
ence to  the  subject,  canceling,  or  reducing,  of  content  started.  This  was, 
however,  not  the  most  necessary  consequence  of  the  tremendous  achievements 
of  that  treat  school,  its  practice,  in  any  case,  was  remarkably  in congruent 
with  its  theory,  theorists  emphasized  the  insignificance  of  the  Subject 
and  meant  by  that  first  of  all  content,  the  constituent  that  makes  art  an 
outcome  of  human  experience  and  arouses  human  experience  in  the  onlooker, 
yet  i?anet,  Renoir,  pegas  and  all  those  whom  everybody,  without  exception, 
considers  the  most  characteristic  representatives  of  impressionism,  never- 
theless practically  maintained  content  and  made  it  not  less  attractive 
and  convincing  than  previous  schools  did.  irorset,  on  the  other  hand,  heads 
a  minority  of  those  who  reduced  content  and  any  meaning  accordingly  to  the 
theory.  Therefore  authors  who  want  to  -oint  out  paintings  that  aptly  define 
impressionism,  so  often  have  a  hard  time  finding  enough  specimens  satis- 
factorily indifferent  to  the  theme. 

That  theory  itself,  however,  won  much  influence  on  later  impressionists, 
both  in  Trance  and  abroad;  and  the  subsequent  pcole  de  paris  that  to  a  high 
degree  adopted  peinture  picturale  as  a  program,  based  itself  on  that  vacuum 
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in  impressionism,  abolishing  content  as  a  principle  had  more  far-reaching 
effects  later  than  it  did  in  the  works  of  its  initiators. 

*"hile  the  moderately  limiting  consequences  of  impressionism  affected 
mainly  the  content,  we  shall  see  that  it  was  later  the  very  subject  in  its 
elementary  sense  that  had  to  be  annulled. 

Destruction  of  Form 

~he  definite  merits  of  impressionism,  overcoming  stiffness  of  contour 
and  proceeding  from  merely  colored  drawing  to  genuinely  coloristic  per- 
ception, and  especially  establishing  light  and  color  as  one  unit,  did  in 
themselves  not  touch  the  rights  ofjcpormj  although  weak  drawers,  such  as 
Cezanne,  found  in  the  one-sided  emphasis  on  light  and  color  a  shelter, 
or  used  it  as  a  camouflage.  The  great  approach  of  Degas  to  mass  and  space, 
and,  in  spite  of  the  form-dissolving  poiwitillistic  method,  also  that 
of  seurat,  link  the  impressionistic  camp  with  the  demoniacally  intensified 
forming  power  in  the  works  of  Iran  cogh,  with  the  elementary  form  feeling 
of  rauguin,  with  its  dynamics  experienced  by  ?nmch,  with  -its  vigorous 
rhy  thmization  by  nodler.  But  immediately  after  reaching  the  climax  of  f 
form,  a  whole  generation  proclaimed  loudly  destruction  of  form  called 
deformation,  and  carried  it  out  ruthlessly.  Russian  and  German  Expressionism, 
French  cubism  and  Italian  Futurism,  were  the  executors. 

in  these  movements,  too,  with  the  constructive  factors  destructive  ones 
are  entangled  without  a  logical  necessity.  The  powerful  expressiveness 
of  the  i*iddle  Ages,  for  example,  shows  clearly  enough  that  the  20th  century 
could  likewise  have  given  to  its  deepest  emotions  strong  and  most  personal 
expressions  without  destroying  the  elements  of  objectivism  in  our  per- 
ception of  reality.  rven  the  analytical  penetration  into  form,  as  under- 
taken by  early  cubism,  could  have  been  accomplished  without  capriciously 
cutting  the  image  into  rieces.  Futurism,  to^,  had  not  inevitably  to  throw 


aW  ana  toy  and    elective  in  order  to  visualize  its  idea  of  relativity 
of  time,  or  an  idea  of  time  permeating  the  pictorial  space. 

The  logical  sup^rfluousness  of  destructive  consequences  applies  also 
to  many  other  trends  that  since  the  ere  of  ffttfd  WW  T  *ere  established  more 
or  less  artificially.  Their  careers  used  to  start  with  loud  manifestoes 
and  unconvincing  extravagancies  that  fast  gave  way  to  still  less  logical 
consequences  whose  common  feature  was  the  lack  of  substitutes  for  the 
destroyed  form. 

Puining  the  Subject 

The  trends  that  have  to  be  credited  with  the  destruction  of  form, 
maintained  anyway  a  message,  a  meaning,  connected  with  reality  directly 
or  by  symbols  hinting  to  it.  labile  an  authority  like  jean  mbuffet 
declared  that  painting  can  be  done  by  anyone,  without  any  preparation 
or  special  education  and  without  talent,  the  voluntary  or  unvoluntary  x*a 
realizers  of  this  program  yet  had  ideas,  or  beliefs,  many  of  them  belonged 
to  rarties  and  often  considered  their  use  of  art  materials  along  with 
elements  of  the  destroyed  form  as  manifestoes,  although  nobody  understood 
their  language,  ^hus  many  commentators  made  a  living  of  the  usual 
unintelli nihility,  by  interpretations  sometimes  surpassing  the  obscurity 
of  the  works  explained. 

ret  even  at  the  stage  when  the  svbject  consisted  of  arbitrary  signs 
which  pointed  to  a  foggy  sense,  often  inintelligible  enough  to  their 
inventor,  too,  the  subject  as  a  principle  was  not  yet  abolished, 
only  ar^li cation  of  materials  done  without  any  ambition  of  meaning  anything 
being  a  comTmmication  of  any  kind  canceled  the  subject  finally.  An  activity 
destitute  of  a  subject  was  often  consequent  enough  to  drop  also  one 
element  of  the  still  maintained  appearance  of  art,  i.e.  the  title. 
tjow  the  trouble  of  inventing  a  distinctive  name  could  be  avoided,  so 
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any  commitment  to  a  definable  sense  became  unnecessary.  The  imagination 
MM  now  quite  independently  in  charge  of  all  its  own  expiatory  associa- 
tional  plays.  The  "untitled"  is  a  transparent  symptom  of  this  phase 
of  development. 

Analogously  also  materials  used  without  the  guidance  of  an  intelligence, 
only  by  gravitational  and  other  "hysical  factors,  made  human  hands  super- 
fluous. They  could  be,  and  were,  replaced  by  tires  rolling  over  canvas 
and  many  similar  effects  of  mechanical  arbitrariness. 

As  sources  of,  or  intermediate  factors  on  the  way  to,  creative 
activities,  animals  are,  of  course,  not  inferior,  but  superior  to 
machines  and  the  like,  TThat  the  monVey-artist  does,  however,  has  no 
more  to  do  with  any  similar  human  activity  than  the  voices  of  a  parrot  with  any 
of  our  languages.  And  marbe  less,  por  the  rarrot  repeats  a  form  without 
comprehending  its  sense;  while  the  monkey  imitates  formlessness 
^?rhich  wss  in  itself  senseless  and  therefore  level  with  any  other 
senseless  behavior. 

Art  dealers  and  writers  acquainted  with  preud  use  to  ascribe 
abstract  art  1n  its  newest  phase  to  the  subconscious,  which  is  not 
absolutely  false,  "oreover,  in  a  non- commercial  world,  it  could  be 
ta'  en  seriously  and  checked  by  scientific  experiments,  yet  the  monkey, 
whose  fol^s  never  expressed  themselves  by  ^ain^ing,  ^uld,  even  at  his  best, 
not  utter  his  own  psychology,  but  would  mimic  the  attitudes  of  humans 
who  are  said  to  express  1  heirs. 

^here  is  a  ran  suspected  ioffe  copying  the  paintings  of  the  monkey. 
This  cheao  joke  is  the  other  side  of  an  artistic  and  moral  reality. 

"tie  End  of  mking 

By  these  steps,  however,  the  lowest  point  of  humiliation  was 


not  yet  reached.  For  inasmuch  the  homo  sapiens  as  painter  and  sculptor 
as  concerned,  he  was  so  far  not  at  all  inactive.  All  the  people 
called  artists,  from  the  representatives  of  slight  distortion  to 
their  radical  followers  uho  use  explosive  and  other  physical  processes 
to  let  materials  produce  effects,  did  something,  acted,  at  least  partly. 

Yet  the  success  of  reduced  actions  performed  in  the  preceding  phase 
seems  to  have  encouraged  additional  saving  of  labor.  Tretal  junk  welded 
together  to  feign  a  sculptural  object  came  into  vogue  long  ago, 
wherever  surprises  or  shocks  are  a  wanted  merchandise.  Thus  all  personal 
activity  could  consequently  be  renounced.  Arrangement 6  of  existing  things, 
including  the  roost  trivial  industrial  products,  ^flJOuld  also  do  to  evoke 
associations  in  the  mind  of  the  onlooker,  "jhy  should  he  not  imagine 
anything  when  seeing  forks  and  knives  in  a  box,  or  why  should  he  not 
believe  that  the  person  who  arranged  it  was  led  by  an  idea  ? 

Nothing 

Beyoncl  the  arrangement  that  is  in  any  case  a  combination  of 
existing  objects  and  different  from  other  possible  combinations, 
there  is  something  else,  jn  a  well-known  museum,  you  can  see  a  stand 
bearing  one  of  the  cubic  bodies  pressed  by  machines  from  the  .junk  of 
cars  just  for  its  metal  value  and  sold  by  weight*  |  never  ending 
rain  of  colored  lacquer  dust  from  the  cruelly  treated  metal  sheets 
keeps  the  cleaning  staff  busy. 

How,  finally,  all  personal  activity  is  abolished.  The  person 
to   horn  the  object  is  attributed,  so  to  speak,  never  made  it. 
NOr  did  he  design  it.  T?e  did  not  even  need  to  let  materials  play, 
He  also  arranged  nothing,  except  for  his  arrangements  for  trans- 
portation from  the  junkyard  into  the  museum.  At  last,  there  was 
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no  trouble  with  the  choice  of  the  particular  object,  because  the 

differences  between  these  blocks  of  pressed  material  are  smaller 
than  those  between  the  eggs  of  one  hen. 

So  the  other  pole  of  creation  seems  to  be  reached. 


lost-zcroism 

Compared  with  the  naked  Nothing,  some  quasi-a gility  is  recognizable 
anew,  even  in  pop  and.  the  like.  Beyond  that  deepest  point  of  falling, 
virtually  but  ultimate  silence  seems  to  be  left,  so  what  is  it  that 
dies  or  died?         it  nas  not  s.rt  as  an  entity  or  as  a  principle  that 
was  affected  by  the  process  traced  here.  It  was  but  a  major  part  of  it, 
yet  this  part  includes  practically  most  of  the  forces  that  hold  the 
key  positions  of  western  artistic  life.  An  opposition,  however,  has 
always  been  slave,  m  our  generation,  it  was  strangely  quiet.  It  seemed 
to  avoid  any  challenge  or  showdown  with  the  mighty  aggressor  or  oppressor. 
Even  the  very  terrrdnology  in  general  use  roused  no  resistance.  All  the  trends 
vhoae  development  reached  nihilism,  or  nihil,  are  still  called  modern,  we 
have  to  recall  that  attempts  were  made  to  name  our  century  after  dominating 
political  ideas,  until  their  bankruptcies  and  defeats  proved  the  existence  of 
counter-powers  that  for  some  tine  had  been  invisible,  in  art,  too,  no  trend  can  ever 
claim  to  be  the  exclusive  representative  of  a  time.  The  evaluation  of  its  role 
was  always  the  privilege  of  mr.?h  later  posterity. 

The  theoretical  end  of  the  art  that  calls  itself  modem,  will  undoubtedly 
be  followed  by  many  variations,  regressions  and  additional  quasi-novelties . 
Yet  the  other  art,  which  was  little  affected  by  all  that  3lirinking  process, 
possesses  enormous  reserves  of  substance  that  start  again  to  indicate 
their  existence. 
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